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JIKdto IHT5T, ^fcT^ 3fk *pflcT5TTCq % 

rT^T5Tf ftST^, 3R?q tftTtcT-Tfa^, 5Tf T F*^ qq aq^ % 

a% w 3T3TR «rr sfk m-fi qrm ark sMt % 3nq -aq^, oft ark 
q^ 5r ^ f^» ^ J TCft»TFT 3fk 3H% j»JcT, *ffqsA|r}, ^tfiiR 4 \ gffq q;[^5 
^ ^ T o I ^ % qqt^T3ff, s'-TtrTTaff, q^3ff, fggrfotff, ^nf5rqf 

^ % ferT 3nq 3n?5V?^T % I srq^q; % fq <kpp ^ afk*f anq# 
«raj 5 ff ?5 3 Tfqq | | 



Homage 

Th akur Sri Jaidcv Singh, the doyen of Indian Culture, penetrating 
scholar ol philosophy, history and Sahgita-sastra, unique Sangita-Rasika 
and visionary, had great love ior Dhrupad and he ‘sang’ the glory of the 
triad of Dhrupad, Been and Pakhawaj with his spoken and written vvord 
for quite a long time. He was like a light-post for perforniers, teachers, 
students and researchers ot Dhrupad. Sincere homage is ofTered to him on 
behalf of this Pancaka (group ol'five) ofthe realm of Dhrupad. 



4*414^4 

't444 % 4*4^4 Ji jroftrc'JT, 3»RT45554 3T44T 3j> 4455 

*5?R %V3\ 4 35t 4t 34t 4?t l£P frftrg qftqfcT R45 4Tfaqft % ^q $ 3tq> 

*4R;? 44 4T4 4^ i o ^ 44R |f I ?FRt m? % 3*sqq;r 3 qq> 44T 

3TFmq RF4 |, 4^ 4|f I f3R fe5TT3tf 3 3T«qqq qq gwq |3TT | 

3444 3TTRH ^4 fS4t4 3fo 3 3Trq^qq> afk 3f=44 STrftrT ^t4T | I 

?. 4?T4TfoT 3^444 : 

444 3fo n 4r° g^sr ^tarr afo: fkdta afa> *r sto r^frrt i&4t3n 
“JTf^Tt” ^ J 4 f^5TT 4 |q qq^ff 44 <&4MteTT SR 34 4^4 | afft ¥ffq^T 
% f^ feTT -344 % 3T4|q | | 

R. 5445 44 WSRT affc *q^q : 

S445 44 FKRT 44444 4T44£ % q?«if 3 fq^ 4 T | I qqq 3fq: Jf iqt 
<HTf^'TT c r 341*414 $ &st § ^4 q«rf 44 4^44 fqqg | | 4*34 3T4> 3 ?T 0 

*jf ^ % ^<4 4 *fT5 % stw 4 5Rft % Fq^q qq &4R qtfk 454 ssnfr 

»14 | affa 5445 5TF5t»icT fq^tqqT qft 4*3^ q?t 44t 1 1 ?4 f^ir 4 
3nit fRTR-Rri q: fe(T 444 £4 1 1 

3. 5*45 45* fqf^5> 4RT4 m 4R4TT4 : 

?FT% 3F444 444 3fq? ij j?q 3FR-TRRT 3ftF R4iTT-q7Tq7T qr 
qft : 44R44; 4F34 4R | | 3TT5f qf?^ff 45t 4RT % arfofRfi 4 5t ft 

4RT4 5445 4 44fqf44 | I f%?3 3fT4r 3fk SFTtFRR 4 ift ?qq^ tft q7rq^r 
% 4fafaf4 T| | 3T>F 3444 fq434 45451: 4^4 4IR* 4?t f54T<t 

qt44T | I 3 tR-4^5T 4 ^ 444JF % 3Tr4-4T4 % 4T4f ^44-4144: ^ |, 
faq% 4T4 3T44f^q 4TF4 fqqg R44t ^ 44^ g^feT4 | I 3444 f44T l 4 
4F34 4R% % 3TT4544> 544 % feir |q qf445 | I R44 % 344 %Fg tft 

T| I I ^4—44^^ 4 4f44T, 4^4:444 I %7F5 ^ 3^4 41414^ 4T4 ^ 
qm-f44T 451 4T ^444 % 414 f® 4T454 ^1 4454T |, 4F4T44T 

f45Rt % f4FT | U4 4F4T44I 44 4^514 4t ^4T^ 44^4 % 3R444 | | 

V. cTrf 4T^f 4T M44 ^5^ 4^t SJFgfw : 

54 {444 'R 444 3iq; 4 «ft f44^?| Jpf sff 44 ^»4 | I 4fqcq ij 
f444 % (4FdK 344tqt SPflft % Sfl% ^4 <4|s(||f«^ ^ | 
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H. 033 3>T 5JcJJ 7? 3*«K3 : 

53 %33 37 333 fa % 5T° |fqn: %3T3 %%{? 33 fa 331%? 1 1 

3773 3f^ 3 STO 33^77 573? 37 fa 35JS3 | | 

V 3733: ^3? : 

5333 3337 23377*3 333 fa 3 i \ w 1 1 3733 377; % 375733 

^737 337%3 I I 53 % 313 f? 37^3 fa i? %737?37%t (773?%T3 fc^T ^3 
%7 ^337) 37 3? 3777*3 ?%3T 777 | I 5% 33357: 5 ^ 3773 33? 3>3T37 | l 

vs. wq? 3 >t 733773 fas^cm : 

53 337 3 375<T 3fo 3 5To 337537 513 ? 33 “ fa ’ 3*3 ;: 3? fa 
5S°3 | I '033 % 75? 3 377 33 f%3% f%f33 3377? % 3777 7737 3737 | 
33%t ^3>7 337 337373 353? |, ?3 f373 37 3? 3To I3337 5737 33 
fa 33J3 3737 3 | I 

6 . 3T3K3 : 

3773?3 37?3 % 3733T33 3^33 3 '075 33 337 7373 37337 3?7573 
37lf$73 |— 53 33 3353 33; 3 37° gqf3 JJ5753K 377 fa 3T3f33: | | 

«.. 033 33TTt^f % qft<>TT3 : 

33 377^ 33? 3 3t f3f357 35777 % 075 337713 5<* |, 33% 37f 
3377 3fk 51333 ; qf7373 3^3 f? f3^33 §7* | | % 3 3f7<773l 33 37737753 
^3^7737 5 c fs 3 3|3 3^3^% ^?37 I 3 3fT3T3 7375 37?7 ^07— 5?3l 737? 
77 farart %? | 3l7 fa 3333:7 5333 3n3t33R33J f3373 3753 37737 
333 3777 3 ??3f73 377 f33?3 | | 331^73-73^3 f?3 3f73T3? 37337 33?3 
STffTTT? 33 TtfeTH f3373 3|7 37^3 | I 

(3;) 033 33 3T3 3?3 3531:13 %t 33?3 % |T3T 31, 3^ 37 ?f3|73- 

3f35 3T3 |, f3^3 333 373 %? 717f3 7Jf753 | I 53%!* 77337 3? 

%375 373^7 % 77|7l 37 |? 3T33T 313 37^3 wfa |, f%?5 5?t %t3 
3T3^! % 3ff3f73> 3t f3^t 3KI 3?T 3^T7T |, 3^? 3Kfi^3: 

?333 3%f 3 3T3ff333 |T g?53 3T I 'iT33 % 333 3 3J3?f333 % 333 
%T 3331 333 3T7 37^3 ^f<333 1 33333 3 f=3T33 ^ 

3TT3Tf%3 ^33 ^ ^I3"?f333 33 3^737 3K% 3R7T %T 33f3 

3753 3>7T3? I 53% ^ ^33 % 3T3 3>3? 3? 3T73? %? 33% |f 
^3T 33T % 33T ^f?333 %? ?33 3fi | I 3173? 3T 3^3 5333 % 33^ 
i? 33%t 333tf33T % 73?3JT7 % 3?73 3|? 3T, 3Tfq^ ^T3f%33 %? 
3T3373 3T7% % 33T3 3T73? 33 73?337 33353^ ^? 33T 3T I 3?^ 

3? '033 33T7tff ^ 3T73? 375 f33!75? | | 5333 % 3TT?5Tq i?, %5F33: 
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5Tt? Jt STRT HRift % fetT % fRCT sn I %% =fM qq 

’TPRT HRift % f%*T f^TJTT RT RR ^fT |, R| RRR 3R.qqq qq 

Fnro 1 1 R?r C* fl%cT rrr snftg | % rtrsr^rt rr rFr 

ST 'K # tf^FcT % VW. RT 1 ?! RR RRTRR |3TT faTRiT ^Fr^TCT 
OT? % TTTR M R'TR % 5T?T r|* RT I ^frfiw R?RT 

| Fsrtk sr^r 3 ^^ 1 1 str % h rr'jtt r;t r%st rk afh: 
g^T, ^trTt ^TTRRiRt rFr ^ sr *r 3 tF§;r r q| rTt RfR«r q r^ 
•rtFrrt rtt 5t?jt rrrt 1 1 

(^0 KTK RRRTCT RR ni%V\ *T Tt RT RRiR % 3TPTRR |(T | | 

^ RT R Fjffffj FRfavl 'TRWiff % RTRRJ-RTRR; ’TR^F'^rf gtT | gfft 

sttrrrt ^ fr stFrrt | i c^r % sft Frrt ttr; qwa q T 

Ct R^RR ^C C I 3^nRGI RI fo[T — 5FR !!HR> '{^R 3 ^'tqrP5 3ftr 
% ^5^tTT % ^RIFRcT |3TT «TT, R?R<3 3T*R Rtirtj % $ 

rFtFrFr rF«tFsr «r i srt rr;r gra ^ q RfRRTR yq^ 
q^q^T k *rt^ garr ftrait rFrt-rrrtt $ $ rFrFrFr armfor 
«t l IR ^trF aw $ g*rrdff rr strrtrrrt g^q srtr gmT 1 1 
^ faFvrsr «rcwraarf % snfai rnp ft “« 1 ” (*rt) <n sr^tr 
| RR ^ i*X r?t F^rt^ % sfa % str^r; «r% | afa ^ 
3rraf q 3rqqr aFrrer qr feri % ^ qqrq q^f^q'f qq w 
ar^t^iT 1 1 qRt : qRT q;r qm feq F^rt ?qq q;^y 

3tt ^r^rrr | Fp qmq % cftK qzw>, ^x, cit^ q^ | 3f|q; 

^ '^ a ( T? 5ft cfar q^5l qqjqqqr| ^q^©tq |, % qq; ^qq-qqR, 

I^RT rTr^-RtTR 3TK ctt^FTRT q^-q r qR | I 5fq ?ftq'f qqrqqjbTf % 

qqTTf)T (Tqj |r 3fTqt5T?r q 3qfesra fK | ci«r F^rw q^qTT ^R-q^R 

|, % R FfRf fftqr cT^ cITR5 % qFq5q qf| qfg ^r 3ft?; 3;q<q Ct^ |, 

Firqq^ qRRqRT |, q ^r % qf?r 3rFrq; ^rct | 

sft q?-qqrfr r| | % tft % tF^r % qFr qqRy?B Ci?t 

1 1 q^qq; ^ q^q ^r arrr % m ?ri%Rf q?T ^ 1 1 

sr fr q<Tqq;r % rFtF^Ft^ q;r ^iT^q Cf^ T I ^ 

R? fIR | Fqj q^?q1f q;r q^qR q"rgj? | ®t%- 

rtj 3rrqqt Riq|q r^iFrci Ct^ i l Fq^-^ an^tsRf q R fe^rt qq; 
q^fqTT % qFqfqFqqf q qq?qq rr^m % ^qF^ci C^f 1 1 
% fc(T, IRT-RTRRT RRR % ’TR RSRT'iir W qqFcT % 
sprRiR qq Fw 3n q^r 1 1 ^Rqq;r sw^f 

qRfr ^Ct | 3 ^r f?rtFR5tT q^f q^!q n aif^ct qRqr ^f%cf 
rrwcfT 1 1 
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(»T) ^ 3Fq 3TT5T^ foimt ^ f'Rg T(% im *p%*4f 

^T $ qfTi]TiT ^t, ^TT q^TT | I 'Rf'TCT 4 *T| ^TTcT gqt 

srTcfr | fr 4r q4Tq 4 a?k 

3qqr q»Tq; «pir fifa *ft l «ptr qfo t$q^ % fw tn 

4 '4T rft TTq qrf SJWRRt 3TR5qq; qff qTqt 

^Rft «ft i *n«T 3qjf 3T«rffj; q^q-q^nq % srsfa w- 
«rr ^T %\ gq^ r?q?rr srmr «tt i vpr 4 4for 4 ?q?fq w«rq 
affa q>TR5ir?5t q^fq (fqqT f^pft swi-tf^T %) |t 

«ff I fq^5 3TT5T fc*T% f*HT I I 3 n^r 4t qqtq (perlorinancc) 

3 q>^ ^r sppt m q^q qjq spt ajwRRt % sr w gq^ q?t 
frr?5crr | sfk yq? q 4t ^qsr qrr qim qR fmi 1 1 swr uq^ 
afa «RR ^ 3Tqqt-3Tqqt fa^R ftfq 3TT T^t | I ?*T SIffa 

% q>R<qf *qR 3nqsqq; 1 1 q^f 4t ?qqq srr jtr arfvr^ 1 1 

uq^ qrfq€r w- 35*«^ <£ ^ 3nR*q |, qqffq: 

trq 3RT felTHf 3 q|3 ^t 4 ?rq I 3Tk fetT s§gtor $ 

q|r| 1 



n P55rTT 5mf 



EDITOR’S NOTE 



The strong wave of rejuvenation, reassessment and reinstallation of 
Dhrupad that came up in 1975 has culminated in the form of the Dhrupad 
Annual 1986, exactly eleven years later. This has opened up a new dimension 
in the study or understanding of Dhrupad . The directions in which studies 
have been initiated need to be reviewed now. 

1. Studies based on Song-texts 

In the first number Dr. Subhadra Chaudhary and in the present 
second number Dr. Francoise Delvoye “Nalini” have presented in their 
papers an account of the work done in this direction and the latter has also 
indicated the scope and methodology for future work. 

2. The definition and nature of Dhrupad 

The definition of Dhrupad occurs for the first time in Bhava Bhatta's 
texts. In the first number the paper o f Shri Adinath Upadhyaya gives an 
account of these texts. In the present number Dr. Mukund Lath has raised 
serious questions regarding the nature of musical style in the context of 
Dhrupad and has tried to identify the distinctive style of Dhrupad. There 
is scope for further discussion and studies in this direction. 

3. The different streams or traditions of Dhrupad 

In the first number we presented descriptive articles on the Dagar and 
Darbhanga traditions. Today these are the two main traditions, besides the 
temple tradition. But there have been stray performers of Dhrupad in 
Orissa and Chhattisgarh and we propose to bring out informative articles 
on them. In Uttar Pradesh there have been a number of Dhrupad singers 
who have preserved Dhrupad compositions in rare Talas. We propose to 
publish results of researches in this tradition. There have been otherjcentres 
of Dhrupad \ike Datiya and Teekamgarh in Bundelkhand which deserve our 
attention. The tradition of Sopanam music in Kerala is believed by some 
scholars to have some affinity or similarity with Dhrupad. This hypothesis 
needs to be examined and is very much a part of our future scheme of 
work. 

4. The presentation of Dhrupad style on Stringed Instruments 

We have included an elaborate artiele on this topic by Shri Bimalendu 
Mukherjee in the first number and we hope to present more material on this 
aspect. 
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5. The rclationship of Dhrupad with Dance 

A paper of Dr. Harihar Niwas Dwivedi was published in the first 
number. In the present number an article by Dr. Prem Lata Sharma dis- 
cusses the subject. 

6. Bibliography 

We have made a very effective beginning on this front in the first 
number. The present number presents up-to-date information. Now we 
have initiated a column on discography and the present information will be 
supplemented in future numbers. 

7. Analysis of the structure of Dhrupad 

Tn the present number Dr. Prem Lata Sharma’s paper on Dhruva in 
Dhrupad and another paper on Signature of Composer or Patron and the 
problems arising in that context makc a humble beginning. 

8. General 

The place of Dhrupad in contemporary musical setting has been dis- 
cussed in a paper by Dr. (Smt.) Sumati Mutatkar in the present number. 

9. 1 he results or eTects of Dhrupad Festivals 

The various types of Dhrupad Festivals that have been organised in 
the last 12 years have given rise to serious and broad-based developnients. 
A review or assessment of these developnients would be in the interest of 
history. These developnients are both concrete and subtle and their critical 
account would be history by itself. By way of illustration, a brief account 
of a few faets or developments is presented below, 

(a) The melodic component for Dhrupad has beed traditionally pro- 
vided on the Rudra Vina but that is too rare today. Sonic singers, therefore, 
present their inusic with the drone of the Tanpura alone. But those who 
wanted melodic accompaniment could avail only of the Harmonium. Being 
perturbed by this incongruous accompaniment, the writer of this notc intro- 
duced Sarangi for accompaniment to Dhrupad in the Dhrupad Festival or- 
ganised in Vrindavan in 1979. It is not known to the present writer if 
Sarangi was ever used as an inslrument for accompaniment with Dhrupad. 
The introduetion of Sarangi was not inspired by an acceptance of its suita- 
bility to Dhrupad. but it was simply the e\igency of replacing the Harmo- 
nium which determined this choice, in absence of any alternative. The acco- 
mpaniment with Dhrupad was a challenge for Sarangi, specially in the 
jod portion. How Sarangi has met this challenge or is meeting it is a subject 
for special independent study. But it is a faet that after 19,9 Sarangi has 
made a place for itself in various Dhrupad Festivals. The relevant point 
here is that the historical faet that Sarangi entered the realm of Dhrupad on 
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account of an exigency should be recorded since it is a historical event. 
Prior to this Sarangi had no relation whatsoever with Dhrupad. If infor- 
niation on the point as to when and how Sarangi introduced in the domain 

of Dhrupad is not recorded propcrly, many misunderstandings could come 
up in future. 

(b) Mainiytwo types of Dhrupad Festival s have been organised 
during the past years. One type was a mixed one in which performers of the 
various traditions available were presented on one stage. And most of the 
festivals belonged to this type. The second type is that in which festivals 
were centred around one tradition. The Dagar Saptak organised in Bhopal 
in 19.S2 and in Calcutta in 1983 and the very recent Mandir Dhrupad 
Festival in Jabalpur (January 1987) are examples of this type. They were 
devoted to one tradition alone. The effects of festivals of thesc two types are 
distinct in themselves. When performances of dififerent traditions are pre- 
sented on one stage, they are exposed to the characteristic features ofthe 
tradition or traditions other than their own and consequently they imbibe 
or initiate new trends in their performances in order to gain prestige in the 
assembly of musicians including those from other traditions Without 
nam.ng any tradition it could be said that out ofthe three main traditions 
available today one emphasizes Svara, another specializes in Tala and still 
another treats Pada (Tcxt) as the most effective component. When musi- 
cians of these three traditions come together on a common stage, those who 
traditionally specialize in Svara tend to create a little more variety in Tala, 
those specializing in Tala became more sensitive to Svara and those empha- 
sizing Pada tend to create a little more variety in Svara and Tala. This 
rnutual influencc at a very subtle level is the contribution of these festivals 
When performers of one and the same tradition come on a common stage 
there is a definite toning up of their rnutual regard and good-will. Even in 
mixed festivals, members of one tradition have been seen to lend a co-opera- 
tive hand to one another. As an illustration, the accompaniment of Rudra 
V\na with Vocal Music in the Dagar tradition could be cited. The writer 
of this note has been a witness to these subtle influences and hence they are 
briefiy recorded here. 

(c) Another new tendency that is becoming prominent these days 
deserves attention here. But it could not be said that this tendency was the 
result of Dhrupad testivals. It is like this. In oral tradition it has been often 
said that traditionally a full-fledged performance in the Dhrupad tradition 
would start with Al apa in a given Raga and Dhrupad composition in the same 
Raga and only afjer that Dhamur was supposed to be presented. Even if the 
Raga of the Dhaniar happened to be different from that of Dhrupad no 
elaborate Alapa was presented before the Dhamar composition. Morcover 
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the improvisation known as 6 f/wy(tonal-rhythmic variations) was prcscribed 
only in Dhamar and for Dhrupad a pure and simple, but elegant rendering 
of the composition itself was prescribed. But now-a-days one hears perfor- 
manccs where a Dhamar composition is taken up after an elaborate Alapa 
in the first Riiga itself- And similarly improvisation is done in the Dhrupad 
composition also to the same extent as is done in Dhamar . Thus, the disti- 
nctive styles of Dhrupad and Dhamar are merging into one and their 
mutual distinction is being virtually lost. It is pertinent to go into the 
reasons of this development. But here it is sufficient to record the facts. 

We are very hopeful and assured about a glorious future of the 
Dhrupad Annual because a lot of work remains to be done in the above 
directions and the necessary facilities and cooperation are forthcoming. 

Premlata Sharma 

q? % 3 swiferar sftqq; & i 

qq qf?f5T2 • 

(«ft 3nrq fTTCm 

qo ^ qfr^ 'i — ^qqM % q?3 afk 3T? H q>T 

« ^ 

qrq sftf £ i 

qo ^ q% V9 — qi5^ (qiqT«T5ft) £ «TK q| qf??5q> 

(faarc) atflr qr3q: (facTR) % 

srff ^ i 

qo 'i o % 3FT SRqT^ 3?R (faRJrT) q? PTH IRTTST 

T# ark «pfqn3 q: st^nr w l 

(5EfqTf^^T) 

Addendum to the Hindi article on the Darbhanga Tradition of Dhrupad 
pubhshed in Dhrupad Annual No. I (pp. 36-40) 

(According to the information given by Shri Abhaya Narain Mallik). 
p 39 Add the name Gajraj before Dharmapal and Lochan after 

Dharmapal. 

P. 39 . Line. 6 . Add the names Yadu Mallik (Sitar) and Rameshwar 
Pathak (Sitar) after Dewaki Nandan Pathak (Pakhawaji). 

Chart facing p. 40. Replace Vismrta(forgotten)with Gajraj before Dharmapal 
and add Lochan after Dharmapal. 



(Editor) 



DHRUPADA-SOME VIGNETTES 

Sumati Mutatkar 
I. Dlmipada-Kliayal Kinship 

Leamed, respected musicians of thc older gencrations have had this 
to say in this regard— ‘The Khayal is initially based on the foundation 
and gravity of the dhrupada. It is therefore natural that the affinity betvveen 
the two should be noticeable’. 

‘It is through dhrupada that rules and character or the rcigas are 
transfered to khayal. On this basis, ihrough all the stages of elaboration 
the raga is maintained’. 

There is an interesting side-light to the dhrupada-khava\ kinship. Bani 
is a term specilically related to dhrupada denoting stylistic pcculiarities. The 
dhrupada-dhamara heritage of the Agrd Gharana represented the Nauhar 
bani. Ustad Vilayat Hussain Khan expressly asserted that elements of 
their bani ( Nauhar ) were transferred to the complexion of their khayal. In- 
directly theielore, he inferred, their khayal too belongs to the Nauhar bani. 
Similarly, aceording to information personally given by Ustad Alladia Khan 
to ! andit Govind Rao lembe, Alladiya Khan belonged to a Dagur bani 
dhrupada tradilion and the elements of Dagur bani cntcred into thc style of 
khayal evolved by him. In this way the idea of bani got linked up mihkhayal. 
II. Contemporarv relevancc 

Till the early dccades of this century, the importance of knowledge 
and an initial training in dhrupada-dhamara not only for thc vocalists but 
lor the instrumental ists as well, was tully realised. For instance, instrumenta- 
lists like Ustad Allauddin Khan, Hati/. Ali Khan, Ashiq Ali Khan, Dabir 
Khan, Shri B. K. Roy Chaudhuri all rcpresentatives of great traditions, had 
in their possession a largc rcpertoire of dhrupada-dhamara compositions. 
These for them, they declared, were authenticated, epitomised base for their 
raga elaborations. They i mparted to their illustrious pupils this secret of 
their command over the raga forms. Their disciples, the senior, renowned 
musicians of today, proudly assert that they rely for their ragtf-forms and 
their alap overture on Silar or Sarod, on the Bina model with a dhrupada 
base. Renowned percussionists like Pandit Govindrao Burhanpurkar, 
Sakh ram .!i, Ambadas Ji, Ayodhya Prasad Ji— depended, for an insight and 
propriety in their art of providing accoinpanimcnt to singers and bina-kars, 
on the structure and rhythmio pattern of their dhrupada-dhamara stock 
which formed part of their training. 
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Pandit Bhatkhande, the genius and visionary that he was, realised the 
supreme importance of the oral traditions of dhrupada-dhamara followcd by 
its successor the dhrupada-based khayal to Hindustani Classical Music. 
He leamt a largc number of dhrupada-dhamara songs in different reigas from 
worthy exponents and made a comprehcnsive collection. On the basis of a 
detailed serutiny and analysis of the raga structure embodied in these niainly 
and also ol the khayal versions collected from well-known Gharana repre- 
sentatives, he based his theory and deseriptions of raga s, thus constructing 
a grammar and a system for Hindustani Music handed down by tradition 
and in practice in the 20th century. The vast body of valued literature 
created by Bhatkhande has provided a firm, broad base, a starting point for 
lurther development ot Hindustani Music and musicology — with reinforee- 
ments and retutations, additions and deletions, alterations and controversies 
and so on. 

This is an impressive, a highly honoured roli call, relating to the 
importance ol Dhrupada. Why then, should the dhrupada idea be almost 
banished trom Hindustani Music ? riil only a few decades ago, the 
dhrupada essence was a value, a strengthening base for the khyal. Has this 
value, this relevance, suddenly ceased to exist ? If not, would it not be 
worth reviving this relevance ? 

The impoverishment and superficiality in respect of raga understand- 
mg and stylistic depth and coherence, notwithstanding the increased facility 
and de\terity especially in last movements, noticed amongst the young, up- 
coming generation of musicians, indicates that something, perhaps the 
essence ot a commanding form, is receding into oblivion Does this negative 
phenomenon have something to do with the elimination ofthc dhrupada 
hnk ? These are pertinent questions which need to be probed into. 

It may be pointedly mentioned in this connection that accepting the 
possibility of a revival of the dhrupada link need nol be deemed as a back- 
w ird eloek-winding or creating a deadlock, precluding new crealions. On 
the contrary, acquaintance with the essence of this background should pro- 
v.de a continuum and a stronger foundation for the creators of new melodies 
wanting to explore new avenues. 

With a growing interest in the dhrupada form, and with ever-increa- 
sing opportunities for its performance on the radio, the concert platform, 
conferences and festivals both at home and abroad, the dhrupada complex 
presents a happy, satisfying panorama. It is to the credit or the votaries 
and cxponents of the dhrupada that against a elimate of apathy, they have 
continued their pursuit with conviction and devotion. With the tide chan- 
ging in their favour, they are not lagging behind in projecting the deeper- 
groved, austere grandeur of the dhrupada form. 



Dhrupada-Some Vignettes 



□ 



However, there is need to ask sorae vexing questions. Is, for instance 
the d! apa preceding the composition tcnding to become too long-drawn-out 
and excessively analytic, sometimes failing to sustain the inlerest of cven 
responsive audiences and at times eroding the integrated character of the 
raga ? Are all r a gas suited to a systematised straight-jacketed tone by tonc 
claboration ? Should not the character, range, complexity of a raga be a 
valid consideration too, while choosing the mode aud extent of elaboration ? 
Is not there any practical wisdoin in the old saying current aniong the 
musicians that the raga remains a raga only as long as it sustains interest ? 

In the treatment of dh rupada-dhamu r a , what are the possibilities for 
improvement in respect of the blending of the verbal and tonal content and 
rhythmic variations and patterns ? It it proper to ignore the inelodio aspect 
during the rhythmic gymnastics ? Should not there be a diiferencc bctween 
the treatment of dhrupada and dhamara ? 

The grand old Pakhawaja is the percussion instrument prescribed for 
dhrupada accompaniment. There is a rich lore in the pakhawaja language, 
of innumcrablc varietics of parans, chakradara, farmaishi, tihais and so on. 
Most ol these are lor solo perlonnance. When it comes to accompanying a 
dhrupada perlonnance, does it not become imperative for the pakhawajist 
to equip hiinself with a tone that is melodic and yet intense to provide app- 
ropriate support for the singing without overshadowing the voice along with 
techniqucs and syllabic arrangements specially cengenial for accompaniment? 
Should he not consciously strive to revive the principles of good accompani- 
ment, cultivating an alertness of mind to cope with any musical situation 
during a perforinance ? 

The dynamics of Hindustani Music has been throwing up new forms 
new modes, new styles. One must go along with onc’s own times, belong 
to thecpoch. But, at the same time, let u s not relegate to darkness the 
works of the masters who were our models. A disceming, respectful interest 
in. these should open up rewarding avenues of musical grandeur and 
delight in that which is old, an ‘old’ that is often newer than the ‘new’. 



4t%47 

( 57X37f444-f:4 47^-57S%7 ) 



1— 344, S4755 4:7 4*4?3 : 

o 

Fre^ qtfr % gnnfarT 57474445 4^7 ^ 3 fti wm 344 %t 4fa 

4^ |t 3f7 I 3k 574-54X?3 437 574-f444 % fecr 333; ^ ST4T4 | I 344- 
^41^5 % 43545 57£45‘3 44 txqr 3fa Tt447 44R 44 ?> f% ^4755 %t jf3 4^rq- 
TT^ '444 45t 474t % 414 344T • t T i: 4 ? 4 3tf 5ft T 41 | | 37T457 45747 344t 
444-44TT 45*457 44 4^57* 374T 477 4f4f4p3 47447 | I 454T3 P455744 37 
^ '4 f% 4^575 374T 44% 457% % 44T55 if 4t 3T-J4f48 4T I 375557(447 
31 =TqI 475% 4 f% 444% $4755 35% 4 3T35 4T4t % 454 | I f57 44:75 
344 4% 4T4t 44 $4755 % 4r4 57^4 JT%347 45457 4 f4$R§ 54r | | 

2— 57R5TTRf447 5775Tf4474T : 

?4 44F4T % 475f*347 4444 4 4T44-4T44/T % (334 % 344-4X775 
%t 4T4f44 %37 44 4f^4 455t-3tf4 54t^4 4T I 447553 % f%(T— 35^74 
3Rld^l4 37, Qlfe4 3557 $77, 377f%47 354 37, 4474 37, 4Pt ? 5p?75T75 474 
^44t 34 47444 % 57*5 4 3JT4-4R75 47% 3f447 44 4g4 4?7 5474 47 | 4 
4 f% 573%45475 4 % 4^43 $% 44% f55(T qq 444 sp^rft sfr | 37757 
47 f4474 47 575T4 44 4t4 % 3743 44 33444 5t47 |, (357477 37474 3^44 
^ I I 'T 0 4tr4^414 34^74344:4, 5737474 3f, <3*474757 37, 347^4144743^ 
^ f4$4f4 43r43-4744> 4744% <3t5 4137-4744% 4ft 444 475% 444 34% 
344-W5 44| 457 575757 3 | 

4o 3T43t 4 47 45 455t-47f4 5474:74 f474? '47 f47 44755 4:7 37474 
3 > 44’44R fr | | ?4lf55tT 4^4 3,44-4474 44 f%3755 574| 7Tq;4 f%47 4 
47*ff % 5434-f44f4 IJ I % ?4 3^431 % f4^43 44 45757 f%47 | 

f34 344 44 $4755 44 374r4 4747 3747 47, 3574% 473(44747 
^4:71x4: %4 57 I7f ? 3434 4% 444 4 f%f35547 47 5745*44, |4 4^7 % 

4fcf ^34 4>5, 44T547 3^5 34^7547 44 ^757 — ^4 7757 374tt54t4 cR4t 44 
f S 57X354 447 344 57 443-f%s^4 % 474 5~t 44>47 | ? W4 4X353 %7 34: 
537447 44 4ST7^-X77X7t 4|f 4757 37 44747 44ffe 4575T 4t 47544 4 44t4 
434744 737lf % f%7T ?f45 3F4R ffR 574747 | | 
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sm : f a 33 ^-f^r 
3i«i srr % qfa 33: 3733 fft ^ 1 1 ^r^RT^T'jff, 3^f%3, 

33T3 qf3?3 1*3 33t3 33Rti| % 3TE33 ST SRI3 % 3313 % gR ?33 7^ f | 

w 'R % qm afk ^ %t «33 ^ 33 | afk 33% stfa 373% 333? 

fl I I 5333 ? 33 5733 % 33 3T337f qrt 5TT3T | f33[ft 3^STT 33 
3^1 |ir 3733% 3r33 T Ptst-^ 57TTt w i 

<j33ftR<3 % 53 333 3 333 33737 3773333» | :— 

( i ) 3gf 7*37 3t 3ff I f% 3^3 & q^ 5ft 377373 f3737 3737 |, 3f7 
3Tcqf^q? 3*37 fftcTT 577 ^t, f%3% sftcTTaff 33 «773 f£33 ^ 3 

ffenf 37337 qr?rt-qj3t T73 % 33735 33 3 335 stHctt 

3T73t ft I 

( ii ) qqr 33)" Trq 7*37 *\ q;g% 77 f3?3R % f%3 37f=F3f fftct | ? 337 373% 
qMf %t 53 3% Jr %tf 377; t f% 7:73 33t 33? '733’ 337 t .% 
*rq^Tr | 573 33; 33% srfa S 7>37 3 »t #7 frsR 7^7 3% ? 

( iii ) 33, S33 37*k 3773 % 3^38 qf%53 % 333 33 q^| 3^ 3*373377? | 37 

5ff ? 337 3773 % 3f3«i % f33fa 3 3R 3^77 37 33:37 | ? 

( iv ) sr 33 afk w qygfq 3 qitf 37377; 3|f ^37 37(377 337 ? 

( V ) 33733 % ( 7 ^ 3733 % gft 333 , f^if 377^ frsrs |, 3333 

*FTcf % 333 33737J 3313 qqT gf^cl I ? qm 35 rqqRqlq 3|f | fq: 
333 % 333 q«3T33 3?! 3T3 33T ^1 3T335 % ¥13 33 % 

33T3 33 3|T3T 3 ? 

f|?f*3rct 33t3 efV qf35n^3r, 3q; ^qf, 3| f33i3f qf 3feqf 

3 ?r 5 P 3 ^ 3 r 1 1 333 % 313 3^31 fr 3tfgtT i 373 ^ sfi 3^ 

^3T^: 3335T I, 33% frf?R3 33 355T3T 3^f 3Tf|c7 | (%%3 ? s^t 31373 

& 33 3f33f %t 33331^37 %t |3 33fFt cTt 5fl ^733 |, ^37 3 3 %% 
33T333 %t 3q^f^3 ^T 33^31 | I 



f fcT^TH : ?Tf f 

^To ^15 



ansi % tfifta S 

3TT5T RFR: RFR-TTT p3RT RRT | pF RR?"R fF — ^ RR^T & — SR^RR fa-fw5T 
3ftr faiT SI o RR % RRT'T | SR ffR|[TR-RiR j| Rt 3FR-3TRRJ RrRa'R |, 5 f^ ^ 
VJK *t afh: ^ H.RR ** WW ^ I RTRT ^R-RRRi TFRf'RF Rit (TRi-Rr $ 
^TTR P-5RF ^FRF | ?R% 3T ? RT Rit R'RR Rjff Rit RTFift I *t RjCT SR% 3^?; R?t 

RiTRT RTgRT I 

?R 3 RR ^T K RT^ RR ^R 5F3t RR ^R | I j|iF f^?ft sRRR Rit ^RF^ if RF55 
HR^[ |, ST?^ tft | I RR*t ^T Rf^Rr % p55*t Ri^t | % 3 q^ 3TR Ri"t ^RF5 
3fR *t ST^ P?5RT | RR R%RT 3FRTTT ^ Jf 3TFRt | | 3T?5jrfRRT RiT W]7 

RTTRI RRt Rf*RT *t ^r RRTRF 5TFRF I | SRT?y % 5FR % cft# tft jfcft ff 
RfeRF Rit Ri^RRT Rit RTFRt % I RTFR7J | TfFRCRR ?TTR % sroR ^RrnRt 
?TRTTR ^^RR Rit ft fftfSR *?RM RT R pRRF *TF I sHf % 53 ^ ^ 
f?T RT% 3 ?ft R?ff RRT^t 3 >Tt gR tfRRt f | RR 'iTRR 3ftT RRT^ 3 fR ^t RFRRFt 
^ ^t =RR? RRt R>T%, *RRR 3ftT S RF5 "rm” Rit ^ tft RiT% | | 

3TF5T % RT^ SFT^tR RT% RR7% 2| 5RRR SRT?T RR Rf 3flff RiT 

5F5t % ^R RT ?ft feRR |3TT | : 57RR Sfk <?RT'^ ft R^t ^R<t 3ft? 3 x 77 ^ ^ 
5ft RT^RR ¥tR | RfF RTRF sfa RRFRT RFRf RT RRTRF | 3fk ^R RRTRR: R5§t 
RR | I 

^55t RiT *TfFxR 

It55t TF RTF RRF 3TFRR | RR^t RR§TF^ % rt R5FT3ff RR RRtiT 
RF^RT : fRftfR afk R ? R I R5TFR f^RRI apt | pR?^ RF%R % JTfRVT R ^RRR 
SFRtR pRiRT «n I t ??| RRtR *t 4t ^«TRi 3fk PRRRR % 

^RfFRT | I 

R^ PRfRpR Rit W — “pRfapR” 5T5R ’TFRFT'R RRtR RiF ?FF |, RTpTVFFpTRi 
ft R^t I ^FRR 3T«f | “pRirf'R RR TTTR RT RRRT:” “rSR” RT ‘*^tr’' | 3 ^ 
t ?Rt 3T«f R fR^F RRtR Ri#RT I RT ^RRF ^t Ri| ^RF JTTRR RR<# R^t | | 
^ RTSTR % Rt# 3HRTR ^=RRi RR 5ft S5TRT | ^RRiT ^FFR^ rTF^ q ^ pf^f^j 
$ JtTT R%R 3fk TRH RtRT I 
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W'rc 77 : R 7 f 77 3775 

Vl ‘ % an^r % f?<TT wt%c 7 7% "fcra” 5 TtTT% 

r. I | R» WT%7T % *7TT %? %? 7FT? Jf ^RT 777 *7T<TT | : c7<7 37^7 

f7%%-7%?77H r %7Wv7-%f%f%<75Ti7^ |' 

?TT%^T 77 7TS77 5T®^ | 37?T ^ % 6=7% 7T 37% 37%, 

^ ?T %*% ?7S I R57%r | | 37 % 37«f ^ 7^7 | | 3 ^ ^ 

9%?f% 3TT77?T-WTS7 7f?, ^7r*TTf%7? | | ^7% 37777 37^7-^^ q^j. 

l «W m t **fr 377 7?7-*WT | 3ft^ 377T7 ^W 77%77T^ 
% 1 ^ w?^<t I, ^RT wttrw i 3 t?r wzw. j??^ 1 1 

qr^|i ^f 5% ^ 37% 377 M 77 
Prmm affc ^ #%? W fec %? ynr®, twsw %? sR??f% ^ ^ft i 
w: emcT mv f%f%f% 1 1 *tt %?7 % 515^ 37% 377, fNfirf^r afk R7, %?%? 

f>T55^[ 777 WTTT T7 77 3^T?7W 7R7% f | *77?7 ij S7ft_; ^ ^ ^ ^ 

*%f%%— 5 %? « 7 f% tt 7 R 77 %?rra 777 777 77777 f 1 

^ 377% «73% % q^ tTcp gt€t %? 777 37% ^ | I w% ij 3^^ 
^ 77 77?7 ftrTT | 37% ?*7 TRW *7f% f? *777T? | ftf < ' HWtcT % %? S7% 
3Tk 3pf-% 7? 7777 3HT | I <R 7R TW% 7% 777 | % 77% % 5757 77 
qmq 377757T 77?, WTFtR | | 5]^ 77? 3n7^7> |, q v% 3TT% rft %J??7 
^ ?7 W777 | 1 T^tT* 3HH ^RWT | % ^ 5TS? % ^ ^ 5=fjftrr Tr 
SPTR m arrcTT t, 3qq WR WR WfrTT | I R 7^ (T7: 37^ | | 

515? ^r SPfa fq^Tf7T | 77 ^ ^ ^777 Jf 77f 7777 77^77 37*tT 

?7 77577 TT 7^7 77 ? % T?f 77 R 7^ | ^ ^7 

77?7 7? 77T T? 5757 77 f777 7?^ 7777 77^ 7>T R 77T? ?7?T77 | % 
5757 % f77T 77 7777 f?77 |, 77% rj 7 7f? 777% 7 7? ft77 7? | | ^77- 
77f77? 7? 77R 77?7 % 7777 f777 |, 77% ?777 % 5JS7 77 7%f 7f7777 
777%W 75? | : TT7 555RT % 7T7%, 77T7%, 37^ 3T7^?, 7%77, 7777, 
7^7, %% ^TW? % 777 %77 7%f 7f7777 7777 7|? |?77 % 77 t’ T77 %? 
3T7T 5757% % |? 7777 77%% I ?7R 77% 7f7 7777 7|t | % TT7 T7 7777 
3T7757T 7f?, 77%t 77777 7? 77 7T77 | 1 

7^ 7? 75T<7t7 | %7 %7?7 % 77? T7 %7 7®7 % %7 cr ^ . 

77? 57 77 %?, 5757 %77 77^ 7? ^7M %? 7T75? % 7771 3fy 7^77 | | 

?. 7771^77, 7% 77 '77771 I 7% 7777 % 7t# 

'T? TTT7T 777 |, 77^V 7TRIT37? 7T 377777 7 jfV I 
^ . 77 !(To7 |7T §? 7? fefq R ^ 7(7 jjq | 

3 
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Sft 9TRt fa ?T*ftcT % RR 3?t? fafafa ^RT sptt RmiR ^ ?R 
Rff RR RRT, %T fa mffm 3 5135 % sfafa % RTRT ^ ft RR? f 1 fa? 

Rt <faT tr^ RR 3TR? ^R RRT £ Rt J?RR5 mft mffa ^ fa?T famaflf 

stft — 3TT qfa-RTfa "RTRT % m “3fiff” — ?fTT3T% RR qj5 3TT'4R 

fa?5 3TT^JTT | RifrcT J| 515^ aft? araf % R? ^ R?^ ?TR 3ft? 3*fa fam? 
% 5PPR R, fmfat ^R TFT '???” RT R?5R ^ffa f mfa, m?RT5Tf 
m*fa rr ^ 3rmTT?iTT rr mRt 1 1 m aft? “r?r”— 3m fa sr rr 3fa, 

srps afa, s*Rt sfa mr srafaf % rr? rr mm f ?faf ft mfa*?q |, 

RKTrRSF |, 5R? affa 3HT mt cR? mfa-RR aft? ^?T 3T*I-Rfa ¥R Rff 
| 1 R 'R 3TR, *?RM 3f*T 3ft? 5R^t 3fa spt mTIRT ml m rr;rt | | fa? ifr 

?ft aft? r?r § qq> «r?r rtsrr 1 1 f3 f® tm fr qfaqR f tm fa 

fTR aft? 3T«f J| : (rq> ft 3T«f qq fa^f R5ff ST?T R%R ft RRim I R*T fr 

ft ?tr mt Rq? <?rr 5 ftft fam arm m m^t 3 mm m rrjrt 1 1 ^r 
?tr *rT r?r rr ?fat % m ^rm mt fafafaqf i ?tr trq> rnmimn m? 
ftm 1 1 rrrr *m Rff ftm i f s fafa-fa^m ft 3*fat arfar mm f 1 rrr 
wr #ftt fafafmrr fr s*fat ^q mrt f i 

??rfa(T ?q qfa I fa ?m aft? mq? rii^ m mfa qmr ^r ?t 
fam q?iq| <0 =q^? q;?^ I I mq't % aiqqq ??fa q ?q 3TmT-3T^q mm 
mtm^55fa|l ?m m w ?:?? |q: “^r m?, m?i?, stri?, m?t, 
?rmm, mm, ^sr, qi mw., ^ ‘‘^m” mfa | m fafa- 

fa?R q?qr 1 1 mq? m m ?q^q ^arfa % fa^ ?q sft? fr mtsff m 
qiq ^r f : mm?, ?'4Tqt, arm?r, em?'r; q ft ?rq mt ^q ^ f i ??ff q 
?pt mr fa?m? ftm f i f fa mi? ?q qqr m aft? 

mr fafafa m ^ «?nq fa%^qT % fm 3 qqtm 55 ? ?rqmt f 1 m m ?iq 
mt gtk % ^q n m q^r?rr arr ^ru f, q? ?m m 'jirk c^-Ijr 
m^q Rq? mt? smas % “fa?m?” n ft 3iRm 1 1 ?rq ^tii m sfa ^ 
^fafj^r f, m ^rfaqf 5 ?t^ mfaqm m qf ^?rr f, t^r fr spr aft? 
Rim w.] fmr m n ?q fa?m? m mm? f otr m 3??r ft 5?rqr 
?fa|m f fa^TR ?q ^H^q qr q\rr?> ^ m rr^ f 1 q<rm far?r% >rq? 
fa?;m, otr HR^q r ??j fr^T dm ^qrq fa?r sn 

mmrTT f 1 ?R5ifa rw m m\?r ?fafm % rr R fr ^qr f 1 

Jfa q^r fa aft? mq? mqlr % #Rrq R mmq, Finft, mq?T, 
#RT?t r mR>T ^ 3TRRR1' RR RRTRT ?Tm f I q? q^f Rm SRR R5m | : 

*mv R Rm?r aft? mRtR 3TRq=r ffa ^ ^ f ? mmq m ?r 3t?r? 
?tr fa?m? m q?^T strrr RR?fa f, mq? r r? arfa^^- ft q mm 
f, r m? 3rfams ftm Rft 1 ?? fa^ffa? ?qm % Rrfat sfa? 
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3TRTT % 3T?rUfa 4\ 3TT *RRT | 3fk 3TR5R5 m fcTT ft 3?fv^ gqf* i? 
3ncrr 1 1 fqR sr 5tt *rrt | fq> 'tjT^ arfa ^ r 

f%?cTTT % 3fqqq ITcp % | ? 

FHR § ^TTT f% ST<R 3?k SqR5 fsR 3Tqqqf % *rf% *t 3HRR 

SRT 3 RT | 3?T$ ^ | I ij 3Tr#Tt»T ?f|f afo 3*Hq «JTRTC 

3T?*rc f?Rg % 3TR*R ^tcTT | I ^ff fafafcT 3 W *cR *T^ qq> R2 *R 
| I «TC *T?tf ^ qfqq5q 35R rfl en?T 3ffa q?RT ? Q q3qi 1 fafafa $\ 
rjwi afk ujfa % qlrqq ^tr, «r^f strr w{^ afh sr? q-7f 

q afK t fsrer^t w>^ g ^r-^t gFR fa^R i sfasrcir 
| : 3R ??qR i* 3TT55Tq qq 3TfjT^g qRq qR sffa ^qq RRFT 3fV?; RRq q 
i\ 3RIR 5ft? ?— 4tfl fo ^sTT tft 3TRT | afa ^ft rft % qR% 

fRRR 5TT *RRT |— R R RTT Wm Rk SPR q 3 PtR qR ^TR ? ^^TT 
q|f qf r fo 3 {r^ fa* r 5 TR fr i 4'U. 3 PcR qrt qqsk % f^ tpt qn 

q>3R % feq faq 3TRTqf qq qqtq ^tcTT |— 3TRTq, FRR, 3TFRT 3flfe— 

arq% fafo ^t fRt Rt %er qff rp rrI f srt qff ^r i fRRR qn 
3TR ^«TRirf Sf^TT^TF §tR I qfl ^TFtM 2 5TRT ^RT I # 3Th 

stst ^qr qiqT, ?qff ^t ?5qR, f^tr, qq: fr ^ |?r rt 

qF 5fT^ $ Sl^IT, iT^q:TT — frq qzqif % 3TRTF qF |t qi?riq 2 3fk 

RCR qiT 3T?cT F H2IT H iTRf | I ^ 3fq 3)^ Wq? 3Tq ? >R ^ 
qrq ^ |, cr ^ fr qs^r w sir q:F3 1 1 ?fi ^rr q^ ^ m? w 

^qT53 Ff 5T?5 ^ q[q | I | pp 3T^q: ^ Sjq^ 

2^rqt «ff?5T ^ ifTF 3% *?qp3 ^ «R?5 feqr l %q^ ^qqi fl q|T ^Iffl 
qR qi^ ^ fRRT 3TR 3Tnft*T ^T 31? f?^l 1 ^ cfT ^qq? qR Fqq 
tq o qf?qT w qJF F^cir 1 1 sr a qfe4 ^ >fr ^tr 1 1 ^tft R 

sp^gr cft q5F t I R/R T4 ^qr<3 4 SR qq qiFqq ii 3T«f ^TcTT I 
% wtr 4 3ftF »T^Rq 2f qftqqq, 3T^qqrf % R^q *T qfRcfq, 
tqr ?r $ 3 7 , q^ rtr % ^:rr R qftqrR 1 q^rqr qf^rqT q qR qt sq ?% 
“fir” ^t Tftq^q ^ f-fr |— “F4rq” q:i 3mr 3?«f 4 qqm ^ f^Rr 
3T«f 4 5iT^^ % fw 1 1 

^jtr qR-qRT^ 4 uj< R7 % qrq, w qT €r smr errf 

?5qt 1 1 jFT'ft q?rr «fr qqq; l ^ str ^ ^ % ^*r 

| iRqr % ^ 1 1 qT%R5n^ 3t£t ^ stfl 1 1 

t* qqq; 3rq% anq q qfr? fqjqJFT r q^Rr qft^rTi ^1 ^ rft ‘fq^Rt” 

q|f qqTm I fsRTFt ^'T R arq^ 3TT<T 4 ^ ?1 

|, ^qq^T F1R ^T I I 5IT^E^ 3?q% tfrfRRRT^R % ST^WlRUR 4 q^ 
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q*r^f 'TT qofa qR% | Fjr ^«rrcff q;r i qjfkHH qq fe^rqt q*g 

*ht^ 1 1 ^ | : qwRq?%q ^?cRqf^eHT ^rnrr^Tt fhih^stw;? 
'kRFTRPH” ?frn 3 r?r— qsp ^tiY^pt *mq; q^3THTfor | 

^rh tft qqq; % «th Prit qqT 1 1 ?aiq % P^ q>^T | Pf ^ fh qq 3Hqq 

^tar | : tft qq c*q> &r— 3 th 3rrq n ^r w? Preta i’* 

Prh ftrt q;r ^ thh $ ?Mt sr^r ^vr^t 1 1 F4FTT 
% ^ st^r | sfr ^rt spr % ftr | Psr** r q^ m 5r<tt 1 1 ft 
?qR5 3fk sq^t % kr rh fth | Pak* sare afk sq^t sr «rh 1 1 ftr 
% FJJg pRH SRW R P^RS & ft ^ fqRq RT^t | | %R F*TR q 
W>x ? cft sNt q qftRR r^r I f® STpRir arf^^r qfkRH 
srf^J i, srs i j® R qftqqq q shhr fwr qf r |— #£r spr i 
arfa spr 3 q|f sjrT 3 c qr r i rt ar^fT^Tf srPHf k r? rrw q 
R^; qq % aR qR f-jtr fstPh; rsr qfR 1 1 3rP*qr jrst 
|, srPRf % fth £ £r 1 1 spr sqFt ^qr arftre» ^nsrii^ 1 1 
faF R % rh Fm fih | Fsrr jjrtr ^q q|RR* § Pf rr jtt 

RRR S*R 3fq ^ T^I I R ^qR5 3R q R sqft 3RT q | 

^ rt r sust qd 3 zm w arr rfr 1 1 w 3 ^q? w>\ ^55 

A 5155 $% m qfeqi % ? t HK\ 3Tpq^ qftqq | | f r qfR^q qq 

5RR ark 5qr^5 % JT-cR qq iTR crnff % qRqr qqq qq 3Ttq^ 

^t 1 1 rr fT qrqq | fe qqr $ qnf afq>qr % 

«ft m % 1 1 3 q^ ^t citfjRf? q;F— ?qiq M % “^” ?q 

^_roqr?5 qqi | | ^ cT^ §qR SRR SR q^tjfr 1 1 ^ % “Pt^T” | | 

5Rft aftF Rq? 5R 3TTRR 

8R q^q 35dT | qqr q<K q:r arrRq kft $ qftqqq wt 
PfRt qfeqT % |3H «n ? 3TT3T qpqcfl | Pp 5ff ?Rspq ^qM qq Rq^ q | 
q^t ?T^q aq? qq ^ qrqfqq^ ^q ( qq?q, % ^ \ a ^q % 

“Pt^T” 1 1 UH pRT 5THT I % ‘p!^%’ $\ ^Pff afeqH qq: FT qt I 

qr 'stP 1 ^ ?nqt 1 1 

qq?q 3nar a^TT n qft 1 1 % 3qqrr msd % fet 

aRR qq 3Tcf?5H qff fq« qqRI | a^FH qq F?T^T ?5qT ^mT I aiqtq 

FfktcRr^fr fr aa?q qq sft fqqT>q | sWt qiqq gq 3^qrq 

nkr^T q^qqi % 3naR qr ^ ^qa % ^qqq rkpr ftrst 1 1 



l. qq)qrRm, W ajk q^ q;f?^qm 2tqq 1 ^q 

3firqR q?q;Fir 1 
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aqa aa ffarns tTsp afe aa ama; 

SPFa % foaa t qkaa kaP5r aa% 5TFTT WQ | aaa aa af^k 
piRT 3 Tiaat *tk q TaSTT jfTfTT | I STa^a aa aaaa aa aai ^T «k? =aaa «H, 
ak t?T t aa^a ak aik t I ?3at ak t STT^ta % aaa aa; f ^ qsp*t 
3 ^k jft =a% % srk aa^a % <rq; at saat: aa sFassa k? w aT fcp| 
apsa ^a aa ; a a^r araT aT i araa aa a |t arta a;r spa arai apa 1 1 

qa~af k asai a§a ak at i aa^af fi ffa a» srrtfT^ k a i ^3 

3tk 3tq | 3fq q>T 3pf a^ a^ «n k 3fq’, '$ap5 3fq’ aUR Jj | | 

aia; sfk ara akf fr arFtarFaar aak 1 1 ara, aa a«pa srspa «f aa Fgjat 
% ar Faak ^aa faFaFa aa q^ra ht fasarc ^t | : <*rrP5Tq, sarat, 3pasr 
anfe 1 qs arpaa k qa?a k “arg” a> apaaa a|t faaT ^aT «n 1 3 tr 
F asik ^q afkst |, aft srspa $m ar— ap? fr faas 1 % afksr at 
kas k sasf k aa; asaaT ag;a aaa arr ama ftar |, Fast ara k 
arpsta a^a | tar fr a spa t ar ararq ^rar ar Fasik ^a a t reFa at^t % 1 
qs sraki a aa k? Farar araT aT a't ssraa araR anj ak ka fr fta a, 
anke ar srera a^r 1 a§ ara a^a k | aa'tfa; ara a qa ak sap? % 
aparq a $ ataf aa a# aa aaa ^arar aas w* araT |"i ataf aa aT?5N 
faa ^Tar ar| a Faas rjt ak t afaas l aa^aara Fr araqq 
* ^a Farar °arq--P aqa ^ap? aa aratta at a?qar a|r «fr 1 aa?a Faaa t 
ara arafo % aars faaq qa ak a^a^a ^ ar 1 a^ aa | Fa; aara aa^ 
Faaa ^ Fa?ara a ar^Fa k aa- 7 a aT a^aT aT 1 arafir % aaat qs 5 t 
aa^a afr aa^a ^ar ar 1 

aa;a aa % araia : 

ara^ata 3 fk a-a aa-aarfFaaf t arc aigaf aa am Faar | : 
a^rn^, n^aa:, aa 3 fk aiara 1 ^ ata aa am aiai |— afasT 1 ?aar 
aam t*P? aa?af fr ^rar ar, ar atar^a aafata aa?a % 1 ar^a^ 
ai ar^Faaa % sara aT aaata a srspai fr ta Farai arar ar 1 

ar^af % aarar aa^a fi w. “aa” ^r% % : ?ar, Fasa, qa, aaa;, 
qrs ak aia uafi fr fs at ^r | faaaa aia ar afka ak a aafa ^Tar 
1 1 ap 5 q;r afT aa | a't ara ^taT 1 1 aFaaias aa-af k ar?? a arar arar 
aT 1 aa aa aa | aiaa: a®a l aata ^ at ^a aFrfaa 1 1 sas ar aa' 
a^f araa ak % 1 1 aia k ak fi ?aaa aata ^tar ^t 1 1 aa^, “aa 
kr” wa Fasak aak % ara k 1 1 “fka,” at ai srar k 

sppn % sr^ar fakta k a^ 1 1 "aTa” aa aa c | “ak faa” aifa 
aaas ara qs aat ak a®af t; kaa; aa 1 aa?a art ff kra>, Faaa ak 
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irs tfr srcm fw mm «rr i fs srjr qq «rf^fr n ^ sr^ftii % 

3R5FT Ph 3TFT | I “%?T” qq SPpq m 3R ^ ^TT 'R rTTT% P Pr*Pf 

SRTf ^T R^ftiT ^tcTT $ | I tfFT |t ?RTp P *JcTf qT ^ ^ % ^q P 

“qR” m P ari ^rrm 1 1 ^jtq wv srPr srfRsff P qrc 

afk ‘fa’ g*rr qq? srzfRT afk Pt *qs<r: fan 5 tt jerrt 1 1 ‘ffa«f’ 

m qRq 3 t^ ?r^ pfa<q w 1 1 

3nq;irq: ?r|f «n fo *r nsp^r rrP sngaff affc afaf m srtrt 
«f>P i mgsff P afa srjq sPPt arifaro «n, 3r?q q;r qft i 
aPff P Pt faT ffa*r ^ «n sr«nR *rr sr q;r srtrt wm \ 

qsRq-fa ^TT «TR H *IT fa SR^T-fafa P qpf 3R qT mi | qr 

^ | I 

‘mg’ m ‘fa’ faPrPr qp 3 *t 3tt«ir fa cir qfr fa fafat |fa 
fa fa q>fT I I SR?srfa P I TH=F qT F4Tq PP TJpT^T qq % 

«RRT I I SlT^fa fa 3Rq 3n^Tqf P qq?'<J % 4tPfa fa PhtP | I q^ 
?«nq-fa p qq;q fa «ft sfa fa qp | | 

fa fa pP P^ qP ^qf 3 tt sfa 1 1 q^ 3fqqR |t f : fat q^r 
'TT^ % st^pr q:T ^n?q =rfa |ti :qr^q | : "wpsndPrmpr »fts t 
c%qR^rr qqr” (PmcT qq?qr^qrq, n^) artrff % ^ P 
| : ^Rram^^Rm^MF^RTf^T” (^ ^ Ut ) : »M 

*t W ^ ftP 3Ttrft P ^ 1 1 

% 3TRTqf % q«n P tfTRT | fqr (Tq; 

q«pef q?T P *TT% 3«rr «ft | ^qr q;^ p qq;q-if^ ^|r ^1 ^frq[ 

2TT l'* 3TT5T mm H qr ?qrq ^ 551^ 5fF qqrp qqffq; 5qq^ 

«PT"P ft qqqi 3rt T ?*nq-fq?rq % qqTq % 1 1 qp;q;?qq[ 3 fr 

$ q^R ^ «ft I 

?. q^t ?rr^q qq fqqR EqrcI3q | I ^gpft qm Sft ^RRfH- % qR Jr ^ | : 
^R5iqt fsfqqr tqT €«TTqfq?^R3iqiq n l\ 9 , n 
qqr cpt^rhh ^ ?qq:Hpqg: i 
«thtsrr: m iqt f^ra^r^nfr u n 

(ti^d<<Miq>< o , 3T5qTT 

q^T ^'■Rm ^i | : ‘c!fq^m%%frT l q^5^Tq srfTrRqi?qqT 

'RTJJ^d I q?q qqifq fqqrqqFcT^>uqT: I ^Tt SJ^TRR, gRT^fe'STTfR- 
qqqqi feqqcqq: t pq ^Rqffq^sqqq?qfi qq?qs^Fqc?:: ?sqm: | 
?qrmsq sisRre&tr: i rhi aWTt fera^ qpjqrqq;qfdqr- 

fq5tqoi^qi5q^ m, qr FWRRt i” q?r ^ ^ | ?qm m 
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sm qq sfagra : sfe qq amr? 

% ^tpt qr t*TT *F^r qff '4T %r snr % ^ti«t | i 

str fr sr o q^ m ^tt? 5 ^ % aFcntci ^ qq?rc jft *FRft |, 

3T?RT rrr^f Tt, 3R»T 3, 3F?FT SnFR % 51®? 3#T % TTT*T m f^TT«f^r 

5T5^R?5t i 3 ^ qfwqT *t ^ faf*R si^st qr| ^rrer i wfa % foti str 
3FR ^TfJrP WA iji cft ^ ‘effe5T’ $ f^TT I qT JTFft qfWTT 3 
sr t? qT sqrqq> ^ qfTq*qqT ?rf)r *rt srt f%*ft q«F* qq arq% 

qq 3 tjt ^ srt^ q v ) 3ir wa stt^ i ft *«nq ^ 

% sr-Tcit 1 1 s* q? f f s ff^t afk **tft ftfj^ 1 1 f® fPsrt 1 1 qf%n % sr%^r 
q>t *q qfeq ^1 tff f qqrq 1 1 T?qr?5 % fotr ®z 3tP^ |, ^fr fa ^rm 
% »wrq 3fir ft^ 5Tr% 1 1 ^rrfo^ 5*rd % Ft ^Fsist ^ 1 1 

t'it ^ q«F<* yr J| ft ^)qr ft spr sfr ^nfy, Hxq T , 

‘ 5 qrq^’ 3 T^^-qq?q-qT^ qn qqR qfr «rr, Fjftf Pq?r qq>rc qq «rf^sf 

®rmt jtt i fFfocr sisir ftf # f^n 1 1 ^ ftfftff sqrqt 

fqqr Ffr sqq? 1 1 Ft % m sisir F ansRjnp %, frf f ff# 

ff? ftf*' qfr i 

fqfqq Old^Thi q>’CqT -qq^r «k^-hi «t^ ^ i dc+i^it^r q>ftd ^ 3nfqqq % 
^trut «ttct 3T?v^ srrat | i r qq: qTcr | i pnq % ^ q5p=q 

^ q^qqT q qff % qqiqq 1 1 5rr?r 1 1 5ii^ r qq q ‘^qq: 

qq?q’ ^ < ttt% ^T qqr f%qr sfm, qra qq? «pt 

1 1 qnqqw^t qft f 0 »tt qqrq | 1 'rft ^qq: qrt zr.% % qqT foqr 5n 
qq:qr m q^ qfm qr tth ^ ‘dm’ q:r ^qi 1 aiq qfr m f? qq?q 

q <JTH TFT 5^T°pq ^TT qqi TFT 5TTT feri 5ITq I 3T'4 q^ Ht «TT fq g# 

ttf qt Rnq % qq^q ?T qqT qrr fon gm : 

giTTf^ qtq§tg gq ^<wittFFt 11 \%\ 11 

TFT1T nFJtIFJWTT dFT crFF5q\|^: I 

fqg ^qqi fcH TFT: FTFTFdFR- II 1\R II 

(n'ntdTcgT^T v, 

qfeFnq q^r | : ‘gqq TTmfafafag^?^ g# ^cTtfft: i’ qq Pbt qq; 
^qft qj:^TqgT ^t | : qgr T^sT^ift^tF % foq fo?iq Tiq Rrs ?T qq §f, 
qq fi q?f nqiqq ^T^r ? ^ f t^fw? ^ ^for — “T^TTfoFFfiq 
Pra’StniTt TFn^gr fcR?# ^RfoFIT^aTFFm^ — 7 FT: T«TFTFgTrTFTTfq 1 

?qrqr TFFqTqqqr: 1 sfr t^t^t: T-qFTFdTrfq 1 n ttr gqt 1 3 ^: 

fci>?qq:qdTFTT l T'iTqqrqf foqqrg ^q% RTFTFcTRFn TFft qqi gqfq g«rr 
«j;n 5 qfaFFT: I qfTT F «TFTfim qq i\ spfFT ^T qFT foqq 
qq=53T gq Frrq % gqt tft qq jrt Prtt ^t trcf «tt i qq?q qqT gt sneir qr, 
gqq qqir 3 tftt qr, fo q>'f ggr ^ q arr grar | 1 
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FTTFRFT3 3fft : 

3^ q^rf % q?t snpff qq arg |3rr i %^A\ gr^g^? qg;g ^A 
% l srRfg^r % «tf? % yr 3 s?ff s^r arPr^r «rr i ^rsr gr?qqr | f% 
^ f* ?* q?r ffr^r 3rk g'R qrt *it ^ % sjftft 3 tr gr q??fr 1 1 ?g 

^TcT ^T &TR fqqR | f% q?tq % FR^I SRRT Ft SPR fgfRf | cr ^g 

S 3 ^r ^rr^rr ?rff wr i ?ft Prr A q? «rft A Jj?«ft ^A 
®ft?T<3 SITFfr | | 

%?ft -Ai mwgg ft stjr Prassr fr, %A tjfrt sr^f mfzA fo fttf* i$H 
5frr ^ ^ 3n^R «tt aft f% 3?!% ^fr q>r «rr i F^-gg?q qrt fr^ =ft 
tfFRg;? At «TTcJ afk 3R % faRR-^? F* ft ^ % I Jf qqr g^ 

^5 WTT FRT%5T FRVR »TT A\ 3RRT qT|?5Rr «TT I 5TT^T f % SRf 
3fk 3Trwq Rqqr «TTgsff % qR q fFRTT snTtg ffcTT W l’ qr R eptf g-R 

^ ^ *rr i fttfr^ im %H A A, 3?ff AA A i w afk 
^r^aff qrt sr^-sr-^ gR gnt an% % i 'ftifr’ % fotT (r afa ^ «rr, crt 
^-mgRg 1 sjrtfr g? gg 3T«f «tt n% gs fjRg gg% 'sts’ g§f 
gft 'fjmr’ f) 1 

?ft pgrr grr sfgr-stgr Fg^q ggr «rr, grg g>?Rr grfcg 1 1 gp^g ^ 
* T 5T5 ft foqqr «rr fg^gr Frr?^ «rr, ?ggq grggt g>r btrr grg 
^ qrg FfRtrT ft srgtg ftr fr £ 1 A w$ gjftg % gg-fggR qq Am 
qfr^ gff ^ft ?^\A fAtr ^ % ^q ^ FT3frq ^ | a q?«r 5 ^?^ 
% qqk qrr Frr^rRir ft «rqR |, fq:gf qq??r % ^q qq FqFfefq q 
*rrqTR q?F% qff f^^rq 1 faqrq ^fr m q?qf^^ %t srrgr 1 ^ qfr 
&tMA n %qqr f^rar ^rr FHRr | ? Pir At m <wz | % qrq^r 
qT q;r ar?^ 5j;g 3ftF sr^TFR % 3 t?fr qrr qM q-r 1 q |t q^ fr^ 

%TvRT FnF5q^ff % 3FFR qq 3TT5TR qr I 

*FR ^rFjg^ff qq qfFmq «rr 1 5rm % feqt ^ ft fg^r 
*rr 1 -3q^ ^Frr gqrqq arrqr ^rqr ? qq^q ^ q^t afi «fl - ^gqq ^cf 
s^ ^ F5q gq>qr I fq> ftrf^? q>r tqr ^qr?FTF "F^t ^tqT 

^FTT FTRF 5T3 % % I ^FT^ 5T5^f ij ^q q>^ g - ^ | fip gfq^ qr gp^g 
q?t qr giFRF^ fqitq qfr ‘^rgi’ «ft 1 q^ Frq | cft qrFftgqr srq^ 



?• ^m'lgiFR 5irm RgRJTtsgRTfirgg: 11 n 

FT ^ FTRqg3F''J*g%<sqcf I 



FnftFT «FTRt, SRRiegig \-{ o 
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S333 31 5*51513 : <T3» ^ «pi 3TBl^ 

p' ^ 5775 * ^ 777:7 ^ | Jfgp^ ^ ^«7777 ^ 3 ^^. ^ ^ 

«TT f* %$f cR SrSRT % S15F3F5R 33 3TT3R p 5T5% 3% 3*% 313 *PP% | ?' 

*f ffe sup 

3TF3T PT% i%5% 3?T 353 3£ 3#f f% tT33 f %13 *TT553§¥ % 

sr^ 3331 | fip ansr fsTH^t p 5333 ^ |, fsw 5*5** 3% p 

^ RTR %% I, 33 ST33 33 5P3 3^3 |3TT ? p* 353 3% f 3% 5T53* % 
^ W 331% I : p, 333 3T <33 m? 33?3 f^3 «TT, p 5T55* f«m 33 
33T ? fp|*F3T3r %3*5T % ?f%pr % p 3?T 353 | 33*f31 333 p 333 
^3M, 335* 33T f33T3ff 33 33 5*5% % 3T3 R 35 «tr^ | ( < 7337% 3% ^ 
"3T5” 31*3 %3 3TC 3% ^ “3*3*” % 3TT3R 35 3^f I 353 333T | f^ 
f33T3ff % 33 33 3^ 33T 33313, “5T?%”, 3*3 335 3R 3T3T ? 33 353 33 

3tT 5 %% % f%% £133 % ?fpTO 35 3^ 3fe % f33R 3R3T ff3T I 5333 pT% 
fp^313* 33*3 3% 333 35T3* 5R5* | | p 313% | f31 |35* 5Tfo3T 33* 
% f%33% | | f[% 3T33T 3lf|% 3| 5T33 33% 313 % 5T5% 33 33T ? 33t 

33 33 p* f33T3 % 333 | f3 f33 31553 ^3 f %%3 % £133 f333T | p33 
<3rR f33 3T <5TT% 3> 3* 353 p $ 3T%3T f3 5333 33-3 % 5T55* 33 33 
33T ? 3T3T3 3T^ 3%T “33” “*35” "3T3” 3% 3T3rff % p 315 5 P* 3% 
f33T3ff % 3T33T 3T 3T3R 3T3 ^3T 33^3 % ^3 3f 3T3 «ft I f^=|?3r3t 
33lTT % ft 33 3r3 ?3T3 3r3 33 3T 3nf | I % 33IT3T f 3| ^3 333 33% 
3T3 | I 33%f3 5 T^t % F3T 33 ^ 33*3 3* 3|3% % 3^3% 3f353f3 ^ft 
| I 33?3f 3T f33 3TT3T3 33 3T33 f33r 3T3T 3T % 3T%5T3T 333* 3T3 «f* | 
t?5* 3* 33* 33T33r 33T 33F 333 f^33I3* 33*3 % |, 3^ C 13 
33?5f53 3* I 3lf33 f3 33 33 353 33T3 f3 53 3355*53 3T ?f3|T3 
33T | ? f33r3* 3* 5T55* 3* 33*3* 33 33*3 33 3T553 33% 3% 33^33r 33 
353*, 3% 33* ? 

? . 3?! 313% f* f%3«T % 33 3T3 3T 3w53 f%3 f%3T 33* 3f 3331 I %f* 357 

3.|I3t5 ?* | 3%3 33*| % f33T 3% 3TS(3T 335T3T g I 3R3%3 % 3*lf>3 
?T33 3R % 3TT^ffT %%f 3T 333 | I 3155^33* % ^3 3T IT^ 3775777; 575 
3%?; 37^3 33T3T 33T | I ^3 333 % IT3 3*5 3T?53 3533 33?3 ^* 3%5 
t* ?f%3 353* 313 3f3* | I f% 3WT | % 3R3%3 % 33 3**5 37^ 
333p51 % 3 3* 35533 ?3 31533 % f%3 ^* f%> 5TS 33^3* 3 37755f3 3* 575 
5*3* 3* 3%5 3133 SPSF3T 3 3133 I 31175*3 % ^3 33* 3 f ^ f 5J 375* 33 
33 3%3 3353T 3T3 3f51T f (%fe% — 33373 3553R1 3731*33 33*3 ^733 
51R, ^V\\) 35 3153 %3 33 31533 53^5 3f* |, 3 3-33 333% 3*% 3H 
f33* I *3T5 3% 33% 5175* 33 ^* %3I 331331 5'3R% | f%3^* ^*3 ^ff* 
3Tf|^ I 
V 
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SR qST sfa-sfa 3 tT? k TT^TT apfe^T 1 1 5TBt % ^ SITRfa^ 
5trT qff fR^r fsrfT^r faR f;faq qr q§ ^ *rf i kta qq? sft 
| 3ft RPFf | % 3Rf^R f I 3RT R> 5fa-5fa TrfI BRR 
frcvt^ q|f fa rsrt Jj R^far =tr «rt l faR ’T’ftcT £i ^q^r, aaa r 
qr?qqr «pr ^rtt faraT s*tr I fa an^T *ft qij% fR^t f faqR 
ft =q-PT Q fRFt TTTTT R?f R RPR I Rq ^RT^t-jRfa 

rs qff f i h ??trb rr£T qrfr at qrsr aa^ ^ |, kaa 

Jr r ^ qfc«RR arm fr *| fft i arr^r qfcrcH qR 3Rt | qfffa sm 

3ft< ^qsr 3TT55rq fr r fr — R^r rrq> fRfa r% q 

q;q faR RU |, RT^i 3rfa FRfa % fafa-fRN qrt trq? BSRT-TR R «RT 
if ifa f faRt A1%X fRRRT Rtt f— qff R ??RB qq RRT 2J5R WA 

ka rtt i q? q^ R kaa 3 qftq?R an?r $ fft i 

kaa a RSTRTfaR q:q 3 tt^ ftfa ?rtc ^r^t «t§ct qrfoq ?rff 

| I RR-RRR RT SR55 % 3rffl^rf ft RTT TTfaw ffalrf A^ ^A AAW 
f5T RTT, rT^TT SPT^ Rt “RT-7RT” ^T 5T^7R qft ftft I 

TTT5TT RTrTT | fa q|3 SPT? 3 ^T *pf #%5R «Tt, ^ft 
«ff I AT. “^Tqt” q:T ^jq qif3R 3T^ 5TT^ % ^ ^ff fq^cTT I 3A *mq 
qq -q\ sft fq^qT | ^qspT ?T?5t arsf q;feq | P q^ inq^ 
ii q>feqif qff ftdt ^rf|^ fa srre fa^qrqt ^fjftcT aaja fa^r «fr, 

^5i ^ ^ ql qfaw5ii55t qrqq> m 5r q^ qr^ % ^ & ’K % vt 

. • o o 

?r?5t M £\ fmr — tqr 3TT5T mw ^i 1 1 q^ kaa % 3T?cnf^r 
^qr 'iT a q^ q:r ^ 3Trq qq; fqfaq 5RT AA 5fRT ^'T ^Tq | I 
cfr STSRRR ^ Tft ^RT $ TiTT ZWl I 

RR | KAA it?P fafag 2T^t 7R 5TRT, ^ sftr rfrfa^ ^ favl 
% ^q Br wk ?^rr 5n?t ?5qr ? ?rq^?,qr ^ % ^rq?T| % k aa “sr^r” 
qq srt faqr |, q^r qq fr qiiq f, ^ qq qft i ' 

^q^ q»sr ^rr %$ q?q qq qi^r ^Tf ^ff f ax 

Jf nq?rqr f fa srr q^t 3T^q sfar *tt Rq?'q ^qR % f l 

kaa ^r ^7R "^Rr’’ ^>rr kaa ^r ar^q Ifat rr ^rr^ ?5 r ftR— 
srt q|^ ^r Rq% ^r fr qqr r ? ^rq^ aa aa sttr <rr 
^ #T|r?r ?T Km qff faqT k\ ^r^^r i ?r % ft qr^r «it fa »?qR 
3ftr: ?q^ % aia jfr irR-^rq^ w f 3*fat Ir qfT ’Tgsr^r Rf|^ ^r 
^ q^ 3 tTt aa-a % sfar r i stt? h % ‘faq^%’ rt ka a\a q;^ 

\. ?faq, RRq f?Rfq, aqqq afk g^T ?fer*r, ^r R^RqT qfRq, 
qjR, A o RYt-W I 
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srr? <jfe smr^ 

| cft ^TcT M qfef!^ ^t | | 'tfqq $ % ^ifr 3Tf#I gfe ?% % 
^qr?5 ^rr^r, q stjts: q *Rqq qr qRqrs sfk cTR-sftf 
s^r 1 1 3fk,?q o tR q;r srtc st^jr ^ 3fq M ^ sqfr 
grcff qir 3 t?cit ;rff 1 1 ap^n; q^r | — ?^Tq % qf^Rq q>r 1 1 ^q =j^ | 
fa> 3j q? q?T sst% ^tqq qn ?5fecT «ht^r jpjrrs qqr i 

M | - m «recr % qfWr q?r 1 1 ^ ^ <# 

5p?ft?t >ft ^ 1 1 % ?rr«T t HiT?rcTr f fo fasrraff q?r 3Rq ?r} $ tNft 

sptr ^ $ *if i 

_q^ ^t? 5 qq sfrTfnw 3rq^ 3nq Jf ^q> iTr^t § 1 qr^r strt I f% 

?r^t q ^rar j r^q % ?q q? qn sfcr j?7r ^ f^y | ^ ^ 
ft 1 1 %q?rat % ?rqq jrr qrt f?rq^ jjtr gy ^-^tt «tt — 
??rqq wi cf^rata qrr arf?qf-^r qqqf-g^r | 

^rr ?Tqr| f ^r % fa<qr *tt i Fr ©TT55 rt fa^r ? vz 3rq?r 3nq 3 

^fT 3TR I I t q|f 5TT^qr I SfT cft £cHT § f fr 

^ ^nfTFR ^4 f% =r o q? % ?fri^w q?t qq? ?fe *r ^t i 



THE HISTORY OF DHRUPAD : PLEA FOR A 
NEW APPROACH 
( Dr. Mukund Lath ) 

Suniniary by the Editor 

The importance of distinetion of style i n today’s llindusthani Music 

Today it is almost taken for granted that Dhrupad was born out of 
Prabandha, rather Suda Prabandha and then Khyal was born from Dhrupad. 
This process of evolution has two components viz. Prabandha to Dhrupad 
and Dhrupad to Khyal and they are accepted as identical relationships of 
progenitor and progeny; the difference between these two is never spoken of. 
The author of the present artiele has tried to bring out this difference. 

The difference between Dhrupad and Khyal is that of style. Any 
Dhrupa d can be transformed into Khyal and musicians are quite familiar 
with this process of transformation. The Jaipur Gharana of Alladia Khan 
is said to have originated from this process itself. It is said that in the 
courtof -‘Mohammad Shah Rangila” Nemat Khan Sadarang split up 
Dhrupad and gave it the flexibility of Khyal. This difference of style is not 
only relevant to singing, but also to playing on instruments; the reference to 
Baj (Instrumental styie) of Dhrupad and Khyal is very common. 

The contemporary Vocal and Instrumental Music of the classical 
level sustains the difference of Dhrupad and Khyal only on the basis of diffe- 
rence in style of performance. This difference is also very obvious in Thumri 
and Tappa which could be rendered both through the Vocal and Instru- 
mental medium. 

The importance of Style 

In order to explain musical style, the author has taken recourse to 
two words viz. Nirmiti and Tattva which have been originally used by 
Kuntaka, the author of Vakrokti Jivita, a well-known text on Sanskrit 
poetics of the late lOth or early 1 lth century. The word Nirmiti is not 
technical alone, it has a general meaning which could be said to be ‘ the 
nature or type of creation or construction” or “structure”. Kuntaka has 
said that the nature of literature can be said to be two-fold viz, Tattva and 
Nirmiti. The medium of literature is word and word has two distinet com- 
ponents viz, sound and meaning. The distinetion between sound and mean- 
ing is both deep and obvious. The medium of music is only sound and in 
that sound we do not perceive any duality or dichotomy of two elements 
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like sound and meaning. Thus, music is merely Nirmiti or structure. In 
literature sound and meaning, Nirmiti and Tattva , both combine and de- 
lineate Bhdva or Rasa, lt is the configuration of sound, or call it Nada , 
which brings about the experience of Bhdva. Although in singing, meaning- 
ful words are often used, they are not essential for music because music 
is capable of sustaining itself without the use of meaningful words. Hence 
the existence of music depends on meaningful sound. It is notable that the 
distinction of style in music does not depend on the distinction of song-text. 

Although in essence there is no distinction of Tattva and Nirmiti in 
music, as there is in literature, it could be said that Raga as a melodic 
entity with potential of various formations in its rendering could be said to 
be Tattva and the various ways like Dhrupad , Khyal in which Raga is 
rendered could be called Nirmiti. In other words, Raga becomes manifest 
through different ways or styles of rendering like Dhrupad , Khyal or 
Thumri. 

It is, thcrefore, to be conceded that when we talk of Raga and Dhru- 
pad-Khyal , we are talking of two distinct elements. In explaining the two 
we talk in terms of two distinct objects. When we talk of Raga y we use 
the Laksanas (characteristics) like Graha or Uthcin, Am'sa or Vadl Sam- 
vcidi, points of punctuation like Apanyasa and Nyasa, factors like Alpatva 
or Bahutva, straight ( avakra ) or curved {yakra) lines of melodic phrases 
and so on. Ali this is prescriptive. But when we talk of the Dhrupad or 
Khyal we talk of different things like Alapa and its sections like Sthayi , 
Antara , Sahcari etc. Actually it is these sections which duly manifest 
Raga. Just as the enunciation of Rdga-laksana has a long history, which 
goes back to Jati in an cxpansc of more than 2,000 years, similarly the way 
ol rendering Dhrupad and Khyal can also be traced back to the Saptarupa 
or Gltaka of Natyasastra, which is as old as Rdga-Laksana itself. 

The elaboration of Raga in the Dhrupad form is structured in sections 
known as Sthayi , Antara , Sahcari and Abhoga . In Khyal the third and 
tourth sections are absent and we are left with only the first two. More- 
over, in Dhrupad the Alapa is not done on the setting of Tala and on this 
account it could be said to be Anibaddha. But in Khyal this is not essen- 
tial; today the Alapa of the Raga concerned in Khyal is rendered on the 
setting of the Tala concerned in the slow portion and it is structured in two 
sections known as Sthciy\ and Antara. Hence it is obvious that the parts 
in which the delineation of Raga is moulded are diflferent in Dhrupad and 
Khyal. It is important to understand that the presence or absence of the 
setting of Tala in Alapa is not the crucial factor which brings about the 
distinction between the rendering of Dhrupad and that of Khyal. Even if 
that distinction is eliminated the two would still be different. And this 
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understanding would lead us to the realization that thc distinction between 
Dhrupad and Khyal is still dceper and that we should go into certain intri- 
cacies of melodic rendering like the way of approaching svaras. their inter- 
twining etc. When a traditional composition of Dhrupad is turned into 
Khyal , it is done through a change of these intricacies; just the elimination 
of the third and fourth section of the composition docs not turn Dhrupad 
into Khyal. That could be done and sometiraes is done even by Dhrupad 
singers. If we want to use old terminology, we could say that it is the difte- 
rence of Sthaya that is the essence of the distinction between Dhrupad and 
Khyal . 

The term Gamaka is relevant to Sthaya. In performance the move- 
mcnt from one note to another involves the chaya or shadow of one envelo- 
ping thc othcr. This chaya could move in many ways and that is why 
there are a number of Gamakas. But Gamaka by itself does not create 
a whole phrase or senten^e or Viddrl in older terminology; it is Sthaya 
that is an independent constituent of melodic cnunciation. 

It is a specific co nbination or configuration of spccific Sthayas that 
constitutes style of musical rendering. There are some specific Sthayas 
which are peculiar to Dhrupada and similarly Khyal has its own peculiar 
Sthayas. Some styles are more amenable to change of Sthayas and Khyal 
is a typical example. Some styles have to be guarded against change of 
Sthaya and Dhrupod as a typical example, to some extent even Thumri and 
Tappa. 

The origin of Style and Dhrupad. 

It is believed today that Khyal is bom out of Dhrupad just as Dhru- 
pad was born out of its earlicr form Prabandha. This process of one being 
bornout of another is construed to be identical in both the cases, but 
there seems to bc some misundcrstanding here. Prabandha is not in vogue 
today and there is no way of direct comparison between Prabandha and 
Dhrupad in order to understand their mutual relationship. 

Dhrupad is generally understood to bc born out of Sdlaga Suda 
Prabandhas. The history of Prabandha in the te\tual tradition starts with 
Matahga's Brhaddesi (about 8th cenjury A. D.). In the 13thcentury 
Sarngadeva speaks of a new types of Prabandhas known as Salaga Suda. 
It is notable that the distinctive nature of each Prabandha depended on the 
number or length of its sections known as Dhatu and thc variety of textual 
components and specific Tala or Talas covered under six Ahgas. The 
distinction of Prabandhas was not dependent on the nature of Alapti or 
Alapa. 
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The basis of variety in Prabandhas. 

The specification of Dhatus or Ahgas in various Prabandhas does not 
enter the domain of style in rendering. It is more structural than stylistic. 
One Prabandha does not change into another simply because of a ch nge 
in the style of its rendering. There are very rare references to stylistic 
differences in Prabandhas , but they are most negligible in number. The 
author has argued that style rests on Gamaka and Sthdya and they have 
practically no place in the formation of different varieties of Prabandhas. 
Hence the relationship of Dhrupad with Salaga Suda Prabandhas does not 
seem to imply a relationship, positive or negative. based on style. It could 
not be denied that the difference of style in rendering did exist in the time of 
Prabandhas. But the concept of a particular style that would encompass 
various Prabandhas does not seem to have been present in the context of 
Prabandhas. Today we identify Dhrupad , Khyal , Thumri , Tappa as 
distinet styles of rendering and they do encompass a vast variety of types of 
compositions in each case. These compositional types could be equated 
with Prabandha types. The concept of style is so well developed today that 
it makes possible the identification of a particular style not only in singing 
but also in rendering on the instruments. 

Salaga Suda and Dhrupad. 

The Salaga Sucla Prabandhas were born out of the earlier varieties of 
Prabandhas. Dhrupad is said to be born out of one of these seven Salaga 
Sudas. The author has avoided the controversy involved in identifying one 
of these seven as the progenitor of Dhrupad. His argument is that there 
was a definite affinity between the Salaga Sudas and their predecessors refle- 
ctedintheir structural distinetion. The distinetion of style was not the 
determining faetor in this type of Prabandhas and the foregoing types. In its 
earliest form Dhrupad might not have been distinet from the Salaga Sudas 
on the basis of stylistic differences in rendering. Dhrupad could have been 
any type of Prabandha emerging out of the Salaga Sudas. 

Plea for a new approach 

Today the question as to which variety of Salaga Suda could be the 
progenitor of Dhrupad is not crucial; rather the question as to when different 
distinetive styles knovvn as Dhrupad, Khyal today emerged. In other words 
there was a time when Dhrupad was a typical Prabandha, when did it 
become a typical style ? The history of Dhrupad will have to be reviewed 
with a new approach for answering the above question. 

It is very difBcult to answer the above question because the available 
data have very little relevance to style and style is a faetor that cannot be 
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recorded in notation. We know that today the performcr of Dhrupad tries 
to guard his performance against those Gamakas and Sthciyas that are 
prohibited in Dhrupad . Similarly the pcrformer of Khyal tries to guard 
against Thumri , although there is much greater flexibility in Khyal. It is 
difficult to say as to when these stylistic differences crystalized. It could, 
however, be conjectured that the attitude of guarding against Khyal must 
have come into being when Khyal became very imposing. Before that, even 
Dhrupad must have been amenable to the natural process ofchange. 

The concept of Banis is often brought up in the context of dilTerent 
styles of Dhrupad. But the existeme of stylistic differences within Dhrupad 
and the fact of Dhrupad being a distinctive style by itself are two different 
things. 

It could be conjectured that Dhrupad became a style when Khyal 
emerged out of it. Before that there would have been no exigency for the 
accept mce of Dhrupad as a distinctive style. 



SOURCES OF MATERIAL FOR CRITICAL STUDIES IN 
DHRUPAD SONG-TEXTS 

Dr. Francoise DELVOYE, ‘Nalini’ 

I. INTRODUCTION 

The present paper is somehovv a continuation of Subhadra 
Chaudhury’s contribution to the textual studies of dhrupad songs, in her 
Hindi paper published in the 1986 issue of the Dhrupad Annual. 1 

Subhadra Chaudhury has analysed eight studies in Hindi, published 
after 1950, dealing with lyrical texts from rather different viewpoints : non- 
critical and critical editions of dhrupad songs, with a stress on the poetical 
value of such texts; inusicological studies on the Dhrupad form of vocal 
music in various contexts, illustrated by song-texts, ctc. The books under 
study vvere based on original (but comparatively recent) sources or on 
secondary ones. 

Thence, a critical evaluation of original sources av ilable on 
dhrupad song-texts is needed and more particularly of earlier unpublished 
recensions. By introducing the main sources of dhrupad song-texts — which 
were only quoted in the ‘Bibliography on Dhrupad' of the Dhrupad Annual 
1986 2 — with a more descriptive and critical apparatus, and by analysing 
their specific problems and prospccts, I hope to highlight the particular in- 
terest and scope of critical studies of the textual aspect of lyrical texts. 3 

II. HISTORY OF DHRUPAD : ROYAL PATRONAGE AND TEMPLE 

TRAD1TION 

The history of Dhrupad is yet to be written. 4 It gocs back to the 
reign of Raja Man Singh Tomar of Gwalior (1486-1 516) who is often called 
the ‘inventor’ of Dhrupad. 5 If not the ‘inventor’ inde?d, Raja Man Singh 
composed himself, or had composed, lyrical texts in vernacular languages, 
apparently based on some of the salagasuda tvpe of prabandha-i , later on 
known as dhruvapada , dhrupada or modern dhrupad 

Raja Man Singh’s learned patronage marked the starting of a lasting 
tradition of Hindu and Muslim rulers who appreciated the Dhrupad form 
of music and encouraged the composition and collection of this particular 
type of lyrical texts. 7 

Parallel to the royal court patronage, the Vaishnava temple tradition 
of singing dcvotional dhrupad texts, which is still alive, has been an im- 
portant factor of transmission of song-texts, through both oral and written 
traditions. 8 

5 



